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CASE STUDY 6 
Bleeding Narratives 
Yoni Prior 
During the exorcism scene in The Dybbuk, in which I was mostly on all 
fours, and carrying another actor, I would sometimes either graze my 
knees, or find that some of the red pigment from the floor had stained 
them, making it appear that I had sustained injury. Mid-season, I noted 
that the applause seemed louder on the nights I appeared to bleed. 
(Yoni Prior, journal entry) 
We have tried to say, silenced sometimes by repression, and sometimes 
by the knots in our own tongues, not that the play speaks thought, but 
that it is thought. 
(Hollis Huston, 1992: 128) 
What follows is a necessarily and, I hope, usefully subjective testament to the 
creation of Levad, a solo theatre work devised with theatre director Barrie Kosky 
in 1993, in which I functioned as co-creator and performer. I draw upon part 
of the 'conception to performance' account of the collaboration I wrote as a 
Masters thesis, in which I responded to a call from Patrice Pavis for researchers 
into performance to return to the studio and interrogate the 'actuality' of 
our processes as performance-makers. As such, it constituted an attempt to 
describe what Pavis has called 'the dramaturgy of the actress' (Pavis, 2000) 
- the mapping of a journey through the process of creation and performance, 
and an identification of co-ordinates and points of reference, both practical and 
theoretical within that terrain. 
In her paper Peiformance as Research/Performance as Publication, (Richards, 
1992) Alison Richards distinguishes between 'research about theatre/drama 
practice' and 'research done through, or. .. by means of performance'. Levad was 
made in a 'professional', rather than an 'academic', context, and the thesis formed 
a post-mortem reflection upon its making, 1 placing my research in an odd space 
between these two poles. In the mid-1990s there were few, if any, established 
research models which allowed an artist to theorise their own practice, or which 
honoured the complexity of the process of making a work of theatre. I chose 
to 'testify' through the 'thick description' defined by Clifford Geertz, (1973) a 
methodology whi~h presumes that the theory is embedded in the practice. The 
CASE STUDY 6: PRIOR 
treatment of the process, not as theoretical construct but as narrative, allowed 
me to map the multitude of intersections between multiple discourses which 
provided both content and context for the creative process. In particular, because 
Levad was theatre about theatre, much of this discourse was literally being 
negotiated on the rehearsal or stage floor as we translated it into performance. 
This study draws upon that research, with a focus on the shift from the phase 
of creation and rehearsal into that of performance, and on a set of unforeseen 
occurrences which both proved Spalding Gray's theory of the 'unifying accident, 
in which something so strange happens ... that it suddenly unites the audience 
in the realization that we are all here together at this one moment in time'2 
and sparked a multiplication and merging of narratives within and around the 
performance event. These events revealed a crucial nexus between the 'actual' and 
the 'acted' in the experience of performance, and sparked a peculiarly reflexive 
process of manipulating meaning in the creation and editing of Levad for, and in, 
performance. My hope is that there is value to be found in the particularity of the 
instance, and the way in which it points to interconnections between 'fragments 
of lived experience, texts, images, spaces, bodies, theatrical styles and historical 
documents'.3 
The Exile Trilogy 
Levad (the Hebrew word for 'alone') formed the third part of The Exile Trilogy, 4 
works which were loosely based on key texts and songs from the canon of Yiddish 
theatre, incorporating aspects of Jewish history, ritual and culture. The works 
of the trilogy were linked by a thematic of possession, in which fictionalised 
characters, based on actors from the Vilna Troupe, famous in the heyday of 
the Yiddish theatre in pre-World War II Europe, found themselves trapped 
in a space between life and death, attempting to traverse the worlds created by 
'their fractured and displaced recollections'.5 The lone protagonist in Levad, Eva 
Askenfeld, who appeared in the first two parts of the trilogy, was a composite of 
a number of famous actresses in the history of the Yiddish and Israeli theatres.6 
Our intention in making this performance was to extend metaphors established 
in the first two parts of The Exile Trilogy - those of the wandering spirit of the 
performer, the struggle to reconstruct fragments of memory, and the linking of 
the idea of the Jew and the actor as proxies of public suffering - by placing the 
character alone in a 'memory mill', visited by fragments of her eventful life, and 
of performances she had given. 
Levad is the self-induced exorcism and trial of a performer, a mother 
and a voyager. She is alone. In her solitude, nourished by desert air, 
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she constructs a theatrical memory necropolis populated by silent 
characters, invisible streets and ruptured dreams. She is pursued by 
nameless voices, voiceless names and voided cities? 
The set, designed by long-time collaborator Peter Corrigan, featured a massive 
corrugated iron wall, out of which protruded a number of metal channels. At the 
rear of the space was a tall wooden mill, in which were lodged signs indicating 
streets in Warsaw, Melbourne and Tel Aviv. In a front corner of the stage, 
unconcealed but not on the set, was the piano at which the director-accompanist 
sat. The entire stage space was covered in a thick layer of rock salt. Unlike the 
setting in earlier works, which, in the main, effectively utilised the features of 
the dilapidated mechanics workshop in which the shows were built, the set for 
Levad was built during the rehearsal process and was not installed in the relatively . 
featureless theatre until the production week. 
The phase of the process I want to focus upon here sees us reach the point 
at which all the strands in the elaborate weave of the work, and in the working 
process, coalesce - sometimes in ways which were unexpected and salutary. 
Running Through, or Just Running? 
As we moved toward production week, and the shift from the rehearsal room 
into the theatre and onto the set, we began to run the piece in its entirety. The 
performance was constructed around a series of scenic fragments which repeated 
with variations, and which saw the character shift, often abruptly, between 
rehearsals, performances, queues, attempts to exit, attempts to remember lines 
and names, attempts to inter objects in the salt, attempts to disinter things 
from the salt, and songs in Yiddish and Hebrew. By the time we moved into the 
theatre, we had a work in five movements, composed of 78 scenes, and running 
approximately 75 minutes. 
This was also the moment in which we began to feel the imminent gaze of an 
audience. Inside the text, notions of gaze - looking at, being looked at, demanding 
attention, diverting attention, avoiding the gaze - proliferated. Both the fictional 
actress (Eva) and the actual actress. (Yoni) were negotiating the business of being 
scrutinised. The phrases 'Look at me!' and 'Don't look at me!' recur. In the 
opening scene, she complains to the invisible director that a fellow actor is not 
looking at her: 'I must have a pair of eyes to work to:s Another rehearsal scene 
sees her demanding of the (invisible) cast that they should all be 'looking in' and 
'looking worried'. The process of acting was being defined by qualities of ' looking', 
and of' directing' trajectories of gaze. 
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In contrast, there were moments of pain and weakness in which she did not 
want to be witnessed and retreated, crying 'Don't look at me!' This repeating 
motif of retreat recalled Benjamin's 'Angel of History', an early inspiration. 
(Benjamin, 1973: 259-260) Her face was 'tutned toward the past'. 'The chain of 
events' which is her history was compressed into a 'single catastrophe', in which 
she was 'irresistibly propelled into a future to which [her] back is turned'. 
Repetition 
As the sections we ran became incrementally longer, the moments of respite in 
the rehearsal room were fewer, and I began to develop some notion of the actual 
effort the performance was likely to cost me. Work sessions became rehearsals 
_ less inventing, more repetition. I was working with one eye constantly on the 
white board in the corner, where the scene sequence was written up in detail. 
This 'running order' (a term which comes to have an ironically literal meaning 
later) was nearly fixed. We were engaged in making small adjustments and edits, 
a process of excising smaller fragments, or tucking them in between episodes, and 
layering references to other moments into individual scenes. We were enchanted 
by the structure and its endless possibilities. The structural conceit of 'theme 
and variations', and the narrative conceit of the rhizome of memory, made almost 
infinite intertextual reference theatrically plausible. Only the looming opening 
night curbed the impulse to elaborate. 
It is also likely that the highly schematic structure of the piece was, at least in 
part, a response to the limitations of the rehearsal and production schedule. By 
accident or design, we made a work about time; about trying to push the narrative 
of a lifetime into the frame of the time it takes to execute 'a series of compacted 
challenges'. We made a story about trying to compress time, and about an actress 
who was pushed through her paces at a rate faster than she wanted to run. 
Barrie and I were also moving fro!l1 a co-devisor relationship to one of actor 
and director. If I was to be ready for opening night, I had to learn and refine the 
performance by means of the repetition (or rehearsal) which had become such a 
significant motif in the piece. I became impatient with Barrie's interventions. My 
hold on the piece still felt very tenuous and so suggested changes, or interruptions 
to the 'running' of sections, evoked both anxiety and exasperation. The demands 
on memory were substantial, and I was fearful of forgetting what happens next, 
or of launching into the wrong variation of the many repeated scenes. I needed 
to commit these actions to 'body memory' - to absorb them to a level where 
they were near-reflex. The character, too, fears forgetting, and we linked some 
scene fragments through the incorporation of strange journeyings up and down 
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the channels muttering lines and names. Constant repetition also allowed me to 
develop an internal 'graph' of the flow of physical energy and effort through the 
piece, and judge how to husband that energy economically. 
We left the creation of the final scene until the eleventh hour. This is partly 
because we were waiting for the street sign to arrive to explore the possibilities of 
that machine. We knew that the mill needed to be denuded of street names by 
this point, symbolically removing all signs of the possibility of escape, and that 
we would use the song Farges Mikh Nit (Forget Me Not) as a final plea that there 
might have been some enduring meaning to the ordeal she had just endured, and 
the ordeal that had been her life. We knew that she would climb the edifice and 
disappear within it, and we agreed that there should be no release, no blinding 
insight - only the entombment, and the disappearance. In the final instance, the 
fear of forgetting was replaced by the fear of being forgotten. 
Peter Corrigan: 'It could have been self-immolation ... it could have 
been all sorts of things. I happen to think that, after the appalling 
battering this individual had taken she's found some peace: 
Y.P.: 'I suppose I always felt that it was a parallel of what was actually 
happening to me myself in that moment, Just let it go, just srop:9 
Working the Set 
A week before the opening night, we moved into the theatre. A rapid process 
of reorientation took place to adapt to the actual dimensions of the set. My 
gaze, the trajectory of my voice and my physical orientation needed to re-site all 
my invisible co-actors in the new space, and the empty seats in the auditorium 
indicated how far my voice must travel to reach the audience. The tonnes of salt 
on the floor absorbed any moisture in the atmosphere. This meant that much of 
the time my mouth was dry, making a double demand on vocal production. We 
concealed water bottles in the set, and choreographed several moments into the 
performance where I could steal a mouthful of water. 
There was also a significant gap between the audience and me in terms of 
'worlds'. In the mechanics' workshop where we performed The Dybbuk and 
Es Brent, audience and performers sat, metaphorically and materially, in the 
same dark and disintegrating space. In the Beckett Theatre the audience sat in 
upholstered seats surrounded by warm polished wood and looked down upon an 
island of salt and distressed metaL They seemed, metaphorically and materially, 
a long way away. 
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Tom Wright: '(The dimensions of the Beckett Theatre] reduced it down 
to being like a mouse in a shoe box, you know, scientists just watching a 
mouse negotiate a series of compacted challenges: lO . 
Peter Corrigan: 'I certainly think that there is a metaphor of - some 
idea of endurance and survivaL It struck me as having a sort of Blakean 
connotation ... it took on the appearance of something like some rather 
excruciating nineteenth-century mill ... to put you up and down the 
channels, around and around like mice running around the sort of wire 
trays. The mechanised nature of what you had gone through. I thought 
that there would betimes when you would be fighting the set a bit, 
which is ... not necessarily a bad thing ... It struck me as rather moving 
in the way the actress had been put through this work experience. That 
you had to work all the time ... It's also extremely interesting to see 
actresses work. Most of them just loll around the stage.'ll 
YP: ' ... because of the set, I didn't have to feign certain things. I can't 
run. I can't do anything else but shuffle on this surface. Getting on to 
that salt made a whole shift in what my body was doing. And I was 
starting to work with the sound of my feet shuffling on that metal 
channel, or the sound of my feet crunching through that salt becoming 
a whole other text.'12 
The movement onto the set also wrought a series of significant changes in the 
physical execution of the performance, rendering some things harder to perform, 
and others easier. I could begin to distinguish between those actions or inflections 
of action which I must' feign' or 'act', and those which merely require execution. 
I had developed a shuffiing gait for the character in her repeated journeys along 
the metal channels. Once I attempted to travel the slippery surface of the metal, 
I found I could do so only by shuffiing if I were to remain verticaL Tt:aversing 
the deep salt forced a new gait, making the effort involved unconcealable. Once 
the signpost was installed in the space, the 'character' of the effort of climbing 
it and removing the remaining street signs was also dictated by the difficulty of 
manipulating the object, and of maintaining my grip as I tugged the heavy signs 
out of their slots and dropped them to the floor. Perhaps the most obvious example 
of these 'accidental dramaturgies' was the 'shower of blood' in the final scene. The 
dramatic collapse, mid-song, which we had choreographed in the rehearsal room 
lost its melodramatic elegance as I gasped and shuddered uncontrollably under 
the sudden downpour of cold water on my overheated body. 
In short, the concrete, material aspects of the set made their manipulation 
into 'real work', adding another layer to the already multi-layered text of 'work' 
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through the tension between the actual and the fictional 'work' being executed on 
stage. Coincidentally, it also added another layer to the musical orchestration of 
the text as the sounds of the body interacting with the actual environment were 
integrated into the 'score' of the work. 
Director/Sadist/Author? 
Levad opened in the Beckett Theatre on 23 March 1993. At the end of the first 
week of a four week season, I became ill and the company was obliged to cancel 
scheduled performances for a week. The speculations surrounding my illness, and 
the way in which it affected both the audience reading of the work, and my own 
re-reading of the work, proved extremely significant. 
In the week I was away from the show, rumours abounded regarding the 
nature and severity of my illness. The virtuosic nature of the previous work of the 
company, and the physical and emotional demands it made on the performers, 
had been frequently commented on. Helen Thomson, reviewing the performance 
in the Australian commented that, 'What makes the entire trilogy so memorable 
is its ambitiousness... combined with a willingness on the part of actors and 
director to push themselves to new limits. The demands made on the actors are 
punishing and sometimes physically dangerous:13 
Levad is written for and performed by Yoni Prior. Kosky has now 
created three compelling, unique works .... 14 
Since authorship of the work of the company was, more often than not, 
attributed to Barrie, and since he had been so frequently and publicly critical 
of a lack of courage and rigour in contemporary Australian performance, the 
public perception which characterised him as a martinet director mercilessly 
driving performers to, and beyond, their physical and emotional limits was both 
reinforced and amplified by my illness. This perception, however, reveals a naive 
view of the relationship between the Actor and the Director in the process of 
making any work for the stage, most particularly when that work is not the 
realisation of a prewritten text, but is being created in the rehearsal room. 
Despite frequent public assertions from Barrie that the work of Gilgul was a 
collaboration between peers - 'You've got to remember that in that company of 
six actors, there are three directors, that there are writers ... and that's what makes 
it all exciting .. :15 and, in the case of Levad, despite being advertised as 'devised by 
Barrie Kosky and Yoni Prior', authorship of the work of the company continued 
to be attributed to Barrie - acknowledging no distinction between the function of 
the 'devisor' and the' director'. Following this logic, then, the rigours, of executing 
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the work were interpreted as having been visited by the director upon compliant 
actors, making him responsible for their consequent 'suffering'. 
The attribution of authorship (or 'auteurship'16)in a collaborative performance-
making process is a problematic issue. A singular, signature, or successfully 
integrated performance style or aesthetic is, more often than not, assumed to be 
the product of a single and singular vision - that of the director. The fact that 
the contribution of the performer/author in the creation of any performance 
work is so often rendered invisible by the needful invisibility of the work in 
the rehearsal room has led to a mythology which characterises the actor as the 
passive, compliant instrument of the director. This assumption is even more 
flawed when we come to examine performance work which is particularly body-
based; where the idea is transmitted through the 'character' of the lived, trained 
body of the performer, and therefore dependent on its residing in the particularity 
of that body for its meaning. The fact that I could not be replaced in Levad when 
ill is a case in point, not because there were no actresses of sufficient ability to 
perform the piece, but because so much of the piece depended for its meaning on 
its transmission through my body, and because so much of the performance text 
had no actual existence outside my body and my memory. 
Here, again, was a bleeding of one narrative into another. In the narrative we 
invented for Levad, the actress, Eva, has claimed 'authorship' of the role of Mireleh 
Efros17 - or, rather, of her version of the role she has 'made her own'. We imagined 
Eva as part of the tradition of 'grand dames', such as Sarah Bernhardt and Hana 
Rovina, who made their reputation by singular, 'definitive' interpretations of 
a particular role or roles, and who might therefore be seen as 'authors' of the 
character, if not the text. Part of Eva's resistance to the director's interpretation 
of the text, therefore, derived from a reluctance to relinquish 'creative control' of 
the rights of an embodied 'authorship' to a disembodied other. 
Life Imitates Art 
Upon my return to the show I began, however, to realise that the progress of 
the narrative is less dependent on 'my' character than I had supposed, and that 
the orchestration of the performance was less dependent on the actor than I 
had previously presumed. Barrie was a visible presence in the performance - not 
inside the world of the play, not in 'costume', not 'in character', but identified 
in the public imagination as The Director. There were, therefore, two directors 
present inside the event; the fictional director in the auditorium in the rehearsal 
scenes, and the 'actual' director sitting at the side of the stage. Barrie's double 
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role as co-performer and director rendered our relationship, and readings of the 
performance from within and without, fairly complex. 
In post-show note sessions, I developed some resistance to his judgements, 
partly because I felt that his function as a performer was restricting his view 
of the overall shape and sweep of the piece. We could not reach an agreement 
regarding the pace of the performance. I felt that he was pushing the show too 
fast, and another strand to the double narrative of resistance was being played OUt 
in a battle between us for control over the performance. As in the scenes between 
actor and director in the play, the understanding was that I would 'try it and 
see' with regard to director's notes. Nonetheless, when it suited me, I 'forgot' or 
'misinterpreted' his instructions. Barrie, however, coerced compliance with some 
of these instructions by driving the rhythm of the performance from behind the 
piano. 
YP: 'I had far less control over this piece in terms of the narrative 
actually emanating from the character, than I thought .... In fact, a lot 
of those points where the narrative jumps forward ... actually came 
from beyond me ... (in] a narrative where so many of the moves forward 
were actually spurred by a lighting cue, a music cue or a movement in 
the set ... [as if there were] this whole other power outside ... another 
character, or a great big god figure, pushing the lights and turning the 
music on and pushing me around the traps!,18 
Back to the Salt Mines 
My return to the show after a week of cancelled performances was riven with 
anxiety. Many of the critical responses to this particular work, published during 
my absence, had pointed to the difficulty of its execution, and I was concerned 
that these stories would bleed into, perhaps obscure, the story of the piece. Would 
the audience reading of the piece be coloured by the rumours of my collapse? 
Would they be looking for signs of illness, waiting to see whether I could make it 
to the end of the show without collapsing? Initially, I felt a substantial pressure to 
appear well and in control in order to redirect the gaze from me to the work. 
'Yoni Prior's performance is confident ... and vulnerable'.19 
' ... Prior's obviously driven performance .. : 2o 
I was hardly in the right show or character, however, to deliver a performance 
of 'fitness', and here a capacity to analyse and theorise the performance event 
became a protective mechanism. I found myself sifting through those aspects 
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of the performance which I must 'act', and those which I need not. As with the 
'work' involved in manipulating the set, the performance of this piece cost me 
considerable effort which I was, at first, at pains to conceal. I felt I was revealing a 
visible, palpable lack of competence. In self-defence, I concluded that I must make 
this incompetence a sign - to 'claim it', integrate it, make it appear deliberate. 
Compelled to confront the limitations of my material body, I needed to make 
a series of crucial distinctions about what was 'actual' in the moment, what of 
the actuality to reveal, and what to conceal - to determine which aspects of the 
present experience were material to the fictional moment. 
In response, I selectively ceased to conceal the effort. What I could not conceal 
or control must be incorporated. If I could not conceal it, I could inflect it. I 
allowed the breathlessness. I allowed myself to lick my lips when my mouth was 
dry. I could not 'finish' gestures, so I allowed them a rough, unfinished quality. 
In Sydney, later that year, I performed Levad at the end of a three-month season 
in which we presented all three parts of The Exile Trilogy. My voice was raw and 
cracked from overuse. No matter how I economised its use, and no matter how 
much salt (!) or aspirin I gargled, this could not be remedied. I could only try to 
'claim' it as intentional, which worked - sort of. 
'Her singing is often so bad one must assume this is deliberate - the 
old performer has lost her art?'21 
At both a deeper and more general level, this process of mining the 'actual' 
and claiming selected pieces of it for inclusion in the fictional/'acted' begs the 
question: 'What am I doing when I "claim"?'. What is it about what I am doing, 
or not doing, or, more particularly, how I am doing or not doing it, which signals 
that 'I know what I am doing'? Perhaps, to borrow a maxim from Grotowski, it 
is a 'not doing' - a way of operating 'via negativa'? (Grotowski, 1968: 18) Is the 
signalling of intention as simple as a failure to falter - to leave no pause, to refuse 
to allow any interruption to the rhythm, or to allow my gaze to waver from its 
proper object? The whole mechanism of my body/mind must respond to the ideal 
moment which is comprised of layers of actual and fictional material. 
This activity relies upon the translation of a rationalised self-consciousness 
into a near-objectified technique. I became the 'Spect-actor', watching myself 
and sorting through not only past experience (personal history/experience, the 
inscription of the performance text on the body/mind in rehearsal) but through 
present experience and the making of moment-to-moment decisions regarding 
the revelation, concealment, adaptation or description of what is present in the 
moment to, or for, the witness/audience. In this sense the experience was both 
raw and constructed, actual and fictional. 
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Making another Text 
So how did these reflexive narrative strands coalesce? If we accept that my task 
as actor became the acknowledgement and identification of the multiplicity of 
texts present in the performance arena, and the bending of these strands to my 
purpose, what metanarrative was created by the collusions between the actual 
and the fictional? If we substitute the discourse of history for the discourse of the 
theatre, and the role of the Jew for the role of the actor in this performance, an 
analogous narrative is constructed. 
In this memory mill, history moves through her body. Its rigours are imposed 
upon her body, and its effects inscribed upon it. Attempts to locate a place of 
physical safety or comfort are constantly subverted as she is driven or pursued by 
forces she has no control over. A certain safety lies in the enactment of the ritual 
which defines her 'role', but the dynamic of the history of the Jew is characterised 
by constant destabilisation which pushes the subject at a pace which defies dignity 
and endurance. Actions are broken and unfinished - scenes cannot resolve 
because she is constantly shifted forward by 'cues' imposed from without, and 
the abrupt movement of objects in the environment. Despite her resistance, she 
is 'processed' through this ordeal by mechanical elements at the command of a 
Director (History). Without any direct reference to that monumental event, the 
Holocaust is always in the peripheral vision. 
In Levad, the narrative of history, both internal and external, was expressed as 
action on and through the body. Experience was made incarnate. A second text 
emerged as the effort of executing that action told on the body of the actor in 
signs of exertion - weariness, breathlessness, sweat, strain in the voice. Images of 
'stoic endurance' in the frame of the piece knit the impact of the fictional history 
on the fictional body/character into the impact of the real history/time on the 
real body/actor. 
In the ambiguous time/space occupied by Yoni/Eva/actor/Jew, my material 
'living' body underwent a present ordeal, representing a body undergoing a present 
ordeal, which was a compression/collage - a reliving - of the life of her body. My 
'actual' discomfort was not commensurate with the pain history had inflicted upon 
this Jew/woman/actress. My hope was that, by claiming the intersections, I could 
claim some control over the text made by 'actual' circumstances - and push it into a 
'double space', destabilising the 'actuality' of my discomfort and moving it towards a 
potential metaphoricity. By this blurring or bleeding of the lines between the actual 
and the fictional, might the audience be brought to read the impact of the actual 
(historical)/fictional forces represented on the fictional character by responding to 
the impact of the actual/material forces on the present actor? (Auslander, 1997: 99) 
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Notes 
1 In fact, issues of research methodology and intellectual property which arose 
in negotiating my candidature later informed the frameworks we developed for 
practice-as-research post-graduate awards in my own department at Deakin 
University. Despite more than a decade oflobbying, the persistent reluctance of 
the Federal Department of Education, Science and Training in Australia, and of 
the Australian Research CounciL to acknowledge artistic practice as legitimate 
research continues to marginalise practitioner-researchers in the university sector. 
2 S. Gray, Spalding Gray's Monster in a Box, video recording, directed by Nick 
Broomfield, produced by John Blair (Chatsworth, CA: Image Entertainment 
(Distributor), 2006) 
3 Richards, A. and Prior, Y., 'Theatre of Exile: the possible and the improbable in the 
work of Gilgul Theatre, 1991-1997' in Belkin, 2008 
4 The first two parts of the trilogy were The Dybbuk (1991), based on S. Anski's 
iconic text of the same name, and Es Brent (It Burns) (1992), based upon Elie 
Wiesel's play The Trial of God. In each of the performances the director, Barrie 
Kosky, accompanied the songs, and provided a partially improvised soundtrack 
from a battered piano in the space. Sources: 
Anski., S., The Dybbuk in Landis, Joseph c., (editor and translator), The 
Dybbuk and other Great Yiddish Plays (New York: Bantam Books, 1996) 
Wiesel, E., The Trial of God (as it was held on February 25, 1649, in Shamgorod), 
trans. Wiesel, M. (New York: Random House, 1979) 
5 Kosky, B., Director's Note, the Dybbuk program (Gilgul Theatre, 1991) 
6 The creation of the character was strongly informed by the life history of Han a 
Rovina, an actress who began her career with the Habimah Theatre in Moscow, 
and moved with the company to create what is now the National Theatre ofIsraeL 
7 Kosky, B., program note, Levad (Playbox Theatre, March 1993) 
8 Prior, Y. and Kosky, B., performance text of Levad, Gilgul Theatre and Playbox 
Theatre (1993, unpublished) 
9 Recorded conversation between Peter Corrigan and Yoni Prior (22 April 1996, 
unpublished) 
10 Recorded conversation between Tom Wright and Yoni Prior (20 May 1996, 
unpublished) 
11 Recorded conversation between Peter Corrigan and Yoni Prior (22 April 1996, 
unpublished) 
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